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1.	Killing in the Name Of by Rage Against the Machine
2.	Te Recuerdo Amanda by Victor Jara
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4.	Volver a los Diecisiete by Violeta Parra
5.	Bulls on Parade by Rage Against the Machine
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Politics and popular music is a frequently explored topic among scholars because of popular music’s significance in society. People listen to popular music en masse, consuming it daily through the purchase of records, listening to the radio, and watching films, television and advertisements. In this study, the term ‘politics’ refers not only to the laws and economy of a place but also the cultural and social aspects that have an influence on people’s lives. These two subjects ‘politics’ and ‘popular music’ have inevitably become intertwined because of the importance of popular music within society, its significant share in the world economy and its ability to induce different human emotions. Musicians have the potential to influence society, whether it is through the creation of new fashions, new genres of music or affecting something as important as political ideologies.   

This study traces the shift in musical experience and theoretical struggles within political resistance movements from the counter-hegemonic struggles explained in Gramsci’s work to the postmodern struggles of present day relating to the theory of Hardt and Negri. It focuses on how popular music is used within these contexts. Popular music is sometimes considered to be just commercial music with little artistic credibility. However, it is difficult to argue against popular music having a more significant role in society, rather than something that is just enjoyed for pleasure. Arguably, everyone who has been exposed to popular music has been subconsciously affected by it, whether it has reinforced capitalist ideals or urged the listener to take a more radicalised position. Frith (2004) writes,

Pop music does … seem to play a particularly important role in the way in which popular culture works. On the one hand, it works with particularly intense emotional experiences – pop songs and pop stars mean more to us emotionally than other media events or performers, and this is not just because the pop business sells music to us through individual market choices. (p. 37).

Frith (2004), emphasises the importance of popular music because it utilises music’s emotional capabilities to give an arguably simple message a bigger impact on its audience. Music is also a medium that is consumed by a large variety of people. It is a medium through which many people can understand complex ideas because it is accessible to a mass audience. The essential point to be drawn from Frith (2004), is the significance of popular music in present day society. Popular music has been the backing track to many a political movement, for example Tony Blair and New Labour’s use of Brit-pop during their campaign, highlighted in the documentary Live Forever – The Rise and Fall of Brit-Pop (gwmaher, 2012) and Rage Against the Machine ‘closing down’ wall street whilst recording their video for ‘Sleep now in the Fire’ (uprising@rootdown.net (​mailto:uprising@rootdown.net​)). Music’s ability to affect people’s emotions and feelings allows it to intensify the political message and also to inspire the music participants to become part of politics, whether that involves supporting a political movement by communicating messages such as Allende’s presidential campaign in Chile or start an autonomous movement, in which the musicians create politics, such as with Pussy Riot!. This change from communicating a political message to creating politics will be explored within this thesis.

Born (2004) writes, ‘within commercial popular music there is a proliferation of markets and of production processes which is remarkable compared with other mass media.’ (p. 293). Born is highlighting the fact that popular music is arguably an important part of culture because it involves a large number and diverse range of people in its production, making it both an integral part of the economy as well as the wider arts. Popular music has the potential to become an important part of communicating political ideas because it not only provides an accessible medium in which artists can communicate political ideologies but also provides a thriving industry which creates jobs for a large number of people. Thus, it can be reasoned that popular music is as much the music of the people as genres such as folk music, because it not only provides entertainment but also becomes a part of people’s livelihoods. However, because of this strong ties between industry and popular music, there is always the underlying issue of commerce within popular music. As is the case within most corporate industries, the people higher up within the industry are generally wealthy, usually white males; Roger Faxon is the CEO of EMI, Richard Branson founded Virgin Records, Kazuo Hirai is the CEO of Sony to name but a few (EMI group limited, 2013; Virgin.com, 2013; Harai, 2013). Arguably, the music industry, like any other, is just a representation of the hierarchies present in a capitalist economy which results in only a few living a privileged life. If this is the case, perhaps it is fruitless to use popular music as a tool within political resistance because it only goes on to support capitalism. These ideas will be explored throughout this thesis. 






Musicology, by definition, often focuses solely on the deconstruction of musical attributes, treating music as an abstract subject which can be understood fully through in-depth analysis. However, popular music studies often incorporate much more than just score analyses. Many different disciplines have taken an interest in popular music studies, especially cultural and sociology studies. Within these disciplines there is a focus on understanding the context surrounding composition, the culture popular music exists within and gaining an understanding of who is composing the music and how they enhance or diminish the musical content. Frith (2004) writes ‘there is a second sociological approach to popular music, expressed in terms of its functions’ (my emphasis, p. 34). Incorporating Frith’s (2004) idea that the function of popular music is important because it is this study’s objective to undertake research drawing from interdisciplinary fields such as musicology, sociology and political theory to display an extensive understanding of music’s role within political movements. This is because a more rounded and thorough understanding of popular music can be achieved by incorporating all of these styles of analysis. This literature review will explore aspects of what has previously been written about both popular music and political theory.


2.1.	A review of the evolution of popular music analysis

As highlighted within the previous paragraph, the field of popular music analysis is constantly evolving and has become integrated into all levels of music education. In turn, this has led to a wide range of discussion on popular music including music, political and culture analysis. Over time, opinions on the significance of popular music within politics has altered, beginning with the strictly modernist views such as those of Adorno, who believed that popular music and the culture industry as a whole was repetitive and standardised and only existed to play a part within consumerism (Adorno and Horkheimer, 1999, p. 136). Arguably, Adorno (2004) was the first scholar to highlight the importance of popular music to ‘serious’ music scholars, even if that was through the discussion of its negative attributes and its role in reinforcing capitalism. He writes,

The power of the street ballad, the catchy tune and all the swarming forms of the banal has made itself felt since the beginning of the bourgeois era. Formerly, it attacked the cultural privilege of the ruling class. But today, when power of the banal extends over the entire society, its function has changed. (Adorno, 2004, p. 329).

Adorno argues that the standardisation of music diminishes the listener’s ability to understand music and instead, they seek the familiar for ease. The activity of listening to popular music therefore increases the passivity of people, decreasing the potential of them to question the political climate of their own society. Adorno argues that at first, popular music was a means of attacking the bourgeois. However, it has now become standardised, reducing it to a tool for capitalist consumption. Within present day popular music studies, it is generally the trend to disagree with Adorno’s severe criticism of the genre. In reality, popular music incorporates a wide breadth of different styles and genres that support arguments against Adorno’s belief of standardisation. However, by choosing popular music as his subject, Adorno highlighted the significance of popular music within society. If Adorno was against popular music so adamantly, it was clearly a threat to his socialist ideology. His argument that popular music is solely a commodity, as well as its ability to ingrain certain ideals into the mass public is also something that is still being debated today. 

The stigma that popular music carried from criticisms such as Adorno’s, changed and adapted as culture studies scholars and sociologists took the reins on popular music studies. Frith (1978; 1983), Chang (2007) and Rose’s (2004) analysis of the cultural importance of popular music and politics provides a  wide breadth of reading about many different and diverse genres within popular music and the significance they have within specific communities. However, through focussing on cultural aspects of music, these scholars often lack musical analyses or reference to specific musical qualities. Szemere (2001) reaffirms this when she writes,

They failed to place rock in a set of discursive, institutional, and cultural contexts in which the music was played and listened to, talked and written about … the politics of a piece or a musical group amounted to barely more than its verbal message, which in turn was read off of the lyrics (p. 19).

Culture studies theorists often combine their knowledge of culture with lyrical analyses to provide intriguing insights into popular music. Lyrical analyses can be tackled from a linguistic analytical framework, relevant in many fields of study, rather than a specific musical one thus making it accessible to cultural and sociologist theorists alike. The works of Rose (2004), Chang (2007), Szemere (2001) and Frith (1978, 1983) mainly focus on popular music’s role within society. These studies explore popular music’s significance in society and how it has shaped people’s lives, concerning themselves with music consumption, the musician’s biographies as well as limited musical aspects such as lyrical analyses. However, all of them lack significant musical analysis. Other scholars, such as Whiteley, have managed to combine culture studies and musicology to provide balanced analyses of popular music that draw from both disciplines in order to shed new light on music studies. Whiteley (1990) writes, ‘musical facts are socially grounded’ (p. 37). Her writing echoes these words and uses music analysis as a means of exploring the culture values of popular music. For example, her work on Hendrix uses music analysis in order to understand how his songs reflect psychedelic culture (Whiteley, 1990, p. 52). Other works of Whiteleys, including a study of Jagger and how his performance style impacts the meaning of his music also combines elements of both musicological and culture studies (Whiteley, 2004). This study will draw from the impressive work of culture studies scholars and their focus on music’s function within society but will attempt to recreate the style of Whiteley’s writing which combines analytical methods from the field of musicology, with an aim of gaining a deeper understanding of popular music’s changing role within political resistance movements.  

Although, historically musicologists have been reluctant to accept popular music as a serious subject, it has now become generally accepted that a wealth of music knowledge can be discovered through the study of popular music. Scholars such as Middleton (1990) and Brackett (2004) study analytical methods and their effectiveness of understanding popular music. Middleton primarily focuses on criticism of other musicologists’ analytical methods in an attempt to discover useful tools for analysis. Middleton deliberates on how popular musical analysis can be conducted and questions what values can really be concluded from popular music analysis. Arguably ‘objectivity’ within popular music is deceptive, thus making positional value key within popular music analysis; understanding how an audience interprets the music, their participation and how it functions within society (Middleton, 1990, p. 253). He goes on to argue that it is ‘less important to be able to prove the existence of objective reality than to recognize that people, in practice and in discourse, accept it’ (Middleton, 1990, p. 254). In trying to find some sort of ‘truth’ within popular music, there is a danger of ignoring the ‘many networks of knowledge and practice, linked to different cultural contexts, social functions, modes of agency and discursive position’ and therefore over simplifying a complex social practise (Middleton, 1990, p. 254). To conduct musical analyses that primarily concerns themselves on position values, Middleton suggests the following concepts should be studied in depth; (1) communicative values, (2) ritual values, (3) technical values, (4) erotic values and (5) political values (Middleton, 1990, p.253). These concepts will be used throughout this study with one slight alteration of focus. Instead of looking at these five concepts as separate things, concept one to four will be analysed in terms of how they contribute to an understanding of concept five, which will be considered alongside the outlined political theory. This is because the central focus of this study is to determine how popular music contributes to political resistance. Through the use of these concepts, this study will try to avoid the objectivity of music and instead focus on how popular music with a political agenda functions within society.

Popular music is now being considered by postmodernist thinkers such as Grossberg (1992) who writes ‘[t]he political possibilities of rock are not inscribed within its musical forms and social relationships’ (p. 137). Grossberg discusses whether the arguably impossible task of pin-pointing the exact features that make music what it is, especially concerning political music, can be achieved. For a complete understanding, every aspect of music must be understood; not only the music, performance and audience reception but every aspect of the society in which it exists. Postmodernism highlights the importance of utilising inter-disciplinary work in order to achieve a greater understanding of the different features that affect how we extract meaning from music. This study has inter-disciplinary work at its heart looking at culture studies and musicology as well as political theory. However, when utilising an inter-disciplinary style analysis, it is easy to become part of the postmodernist problem of failing to understand how we can ever tackle a subject when everything is interconnected and no aspect can be considered more important than another. This thesis acknowledges that it only has the capacity to study a small area of political music. However, it hopes to encourage the study of political music and contribute to a wider range of literature that emphasises the role of music within the political field. 

2.2.	 A review of political popular music analysis

Although the aforementioned studies of popular music often overlap with political theory, I hope to draw from other works which look at political music in depth. Born (2004) discusses the distinction often made between mass culture and popular culture, stating;

I have defined popular music culture as primarily, and simply, commercial. This ignores, with purpose, the line commonly drawn between ‘mass’ and ‘popular’ culture – a distinction imbued with evaluative connotations ‘mass culture’ as produced by monopoly culture industries, bearing ideology and imposed on a passive public; ‘popular culture’ as authentic (working-class) and vernacular, an active and self-produced resistance to bourgeois hegemony. (p. 296). 
	
Born argues that ‘mass’ and ‘popular’ cannot be separated because popular culture is intertwined with commercial mass culture. Although this study has no intention of forgetting the strong relationship between the two, arguably it remains the case that a distinction and separation can be made, especially as the music industry adapts to the virtual world of today. There is no doubt that the aim of the music industry is still based on revenue, however the freedom and relative ease musicians have distributing their music online for free (or at a very low cost) has the potential to create a division between these two concepts. There is space for music that has an impact on popular culture but is free from mass culture. Separating these two concepts is a helpful tool in understanding how popular music has the potential to be useful outside of the commodification culture it is arguably ingrained within. Although one cannot ignore the consumerist aspects of popular music it can also be viewed as essentially a product for the people, by the people. 

This thesis will focus on the change from modernism to postmodernism, studying specifically how the utilization of popular music within the political field has altered over time. Modernists celebrated canonical worlds and high culture, alongside music that was ‘intelligent’ and ‘anti-consumerist’; popular music was regarded as the antithesis of this. However as the field of postmodern thought developed, scholars acknowledged popular music was an important part of society because it represented the people, their lives, ideals and social constructions. Born (2004) writes, ‘[t]here are … two distinct and evolving musical cultures, one modernist and the other popular, which circulate in different socio-economic spheres and have distinct aesthetic and discursive forms’ (p. 295). She goes on to say, ‘the single unifying characteristic of postmodernism, as the name announces, is that it reacts against modernism; and more specifically, against modernism’s blindness and hostility towards popular culture.’ (Born, 2004, p. 303). Lipsitz (2004) elaborates on this point when he writes; 

The destruction of established canons and the juxtaposition of seemingly inappropriate forms that characterize the self-conscious postmodernism of “high culture” have long been staples of commodified popular culture. (p. 327).   

Thus, postmodernist thought allows popular music to be taken seriously within academic circles. It has been argued within this section that it is now generally accepted that popular music does have significant cultural value despite its prominent existence within commerce. However, it is also clear that despite this postmodernist stance towards popular music as a subject, modernist thought prevails within the field of popular music studies. There is arguably a hierarchy of what is deemed more valuable within popular music, for example rock’n’roll is generally considered ‘more authentic’ than commercial pop songs. Authenticity is a modernist concept because it denotes that some works are greater than others because the music has intrinsic values that are ‘real’, ‘valid’ and ‘genuine’. Although some scholars are trying to break down these barriers such as Leach’s (2001) article on the authenticity of the Spice Girls or McClary (1991) exploration of how Madonna’s music supports her self-constructed identity, it is still widely considered that commercial pop lacks authenticity. It is only through more scholars dedicating time to the study of commercial music that the term ‘authenticity’ can be deconstructed, questioning the value of the term within present day music analysis. 

One area of study that is growing within the popular music field is that of non-western popular music. It has been a strong theme throughout the journal Popular Music (established in 1981), with entire issues dedicated to the popular music of non-western cultures but has increased significantly in recent years (Cambridge University Press, 2013). Articles such as Ferranti’s (2002) study of the development of popular Japanese music studies, McLeod’s (2013) study of the Japanese influence on hip hop, Baker’s (2012) study of hip hop in Havana as well as Helbig’s (2011) work on consumption of hip-hop by African students in Kharkiv are just a few examples of recent journal articles on popular music. Rather than seeing it as an ‘other’, modernist or euro-centric, hierarchical views can be partly broken down because music from non-western societies is no longer something different but part of one ‘popular’ global subject. With the expansion of popular music studies to include all cultures, the breadth of reading expands because scholars are required to study new cultures, diminishing the need of any canon of texts because all texts have the potential to be considered important. Rock’n’roll and punk, alongside musicians such as The Beatles and Bob Dylan who are honoured with a vast amount of ink in popular music analysis because of their ‘authenticity’ become only a small part of a much larger picture of popular music. To emphasise the importance of understanding popular music as a global subject this study is using musicians from all over the world, specifically Chile, Russia and North America (California). Through a comparative study of political resistance from different countries, arguably an understanding of how political music operates within different societies can be achieved.

2.3.	A review of political theory

Scholars such as Adorno (2004) and his modernist analysis of popular music as well as the ideas of hegemony put forward by Gramsci (2007) are regularly discussed in relation to music because their work concerns themselves directly with music and culture theory. However, other important political theorists who do not have direct links to musicology have been less prominent. Despite some political theory not having this direct link, it is important to have a thorough understanding of how protest and revolution functions before investigating how music can be utilised within it. This study will therefore incorporate the works of theorists such as Hardt and Negri (2000, 2005, 2011), Gramsci (2007), Deleuze and Guattari (2004) and Foucault (1991), focussing on Hardt and Negri’s concepts of modernity, anti-modernity and alter-modernity (Hardt and Negri, 2011, pp. 101-102). It is integral within this thesis to compare and contrast the works of Gramsci and Hardt and Negri because the musical movements studied represent different times, places and political climates. Gramsci’s theory of counter-hegemony allows a greater understanding of modernist musical movements such as nueva canción. However his theories do not help us explain how music functions in a present postmodernist society and becomes less applicable to movements such as Rage Against the Machine and Pussy Riot!. Therefore the thought of Hardt and Negri’s becomes essential in describing the shift from modernist to postmodernist popular music movements and how they operate within political resistance movements.  

Gramsci’s (2007) theory of hegemony will be used to analyse how resistive music movements operate within a modernist space, such as those of nueva canción. It will primarily investigate both the benefits and problems with using music as a tool to contribute to a socialist hegemony. Gramsci is a scholar who is used across multiple disciplines. Hobsbawm (2011) writes;

for Gramsci what is the basis for socialism is not socialisation in the economic sense - i.e. the socially owned and planned economy … but socialisation in the political and sociological sense, i.e. what has been called the process of forming habits in collective man which will make social behaviour automatic, and eliminate the need for an external apparatus to impose norms; automatic but also conscious. (p. 322). 


Rather than the pre-Gramscian thought that economic change leads to political change, Gramsci argued that the way to change politics was by changing culture. Gramsci is arguably the first Marxist to move away from economics and concern himself with society and how humans live. Gramsci (2007) writes; ‘[t]he mass following is simply for “manoeuver”, and is kept happy by means of moralising sermons, emotional stimuli, and messianic myths of an awaited golden age, in which all present contradictions and miseries will be automatically resolved and made well’ (p. 150). Many scholars use the term hegemony in present day to describe a capitalist hegemony in which consumer ideology permeates every aspects of our existence through cultural means. If this hegemony is achieved ‘[t]he ‘dominated’ also contribute to and participate in their domination through their actions, which are informed through their worldview’ (Pratt, 2004, p. 318). People become actively involved in supporting capitalism, whether they disagree with elements of it or not, because the ideas and concepts of capitalism are present throughout culture. Ultimately, because of hegemony, it becomes unlikely that anyone will resist against capitalism because alternatives to capitalism become difficult, and for some impossible to conceptualise. This is the reason why some scholars, such as Adorno, have condemned popular music, arguing that popular music is just a tool to support this hegemony. However, as Pratt (2004) writes, ‘Gramsci was also interested in how the ‘subaltern classes’ could overturn the hegemony of capitalism’ (p. 318). For Gramsci, through the creation of a counter-hegemony, people could resist capitalism. The end goal would be to create a new hegemony, one which creates the space for a socialist revolution. However, Storey (2006) warns that hegemony is not to be understood as a world with no conflict but instead conflict is ‘contained and channelled into ideologically safe harbours’ (p. 64). Much of the resistance against capitalism which has already been experienced, like protest music from musicians such as Rage Against the Machine has arguably been neutralised over time so they no longer pose a threat. If hegemony is the complete permeation of one ideology then it seems implausible to believe that a counter-hegemony could ever be achieved. The concept of hegemony is arguably the antithesis of Hardt and Negri’s theorisation, who believe that the right revolution at the right time, utilising postmodernist space will create an instantaneous socialist consciousness (Hardt and Negri, 2000, p. 54). To understand the theory of counter-hegemony in more detail, this study will look at the role of music in protest and analyse whether they echo Gramscian or Hardt and Negri’s theory.

Hardt and Negri’s work has been inspired by a plethora of scholars, most importantly theorists such as Foucault’s (1991) The Birth of the Prison and Deleuze and Guattari’s (2004 [1980]) A Thousand Plateaus. In Foucault’s work he describes and explains how power, control and discipline have permeated every part of our existence. The human race is faced with power relations every day in institutions including schools, hospitals, the military and the penal system, to name just a few (Foucault, 1991, p. 184). Eventually this becomes the norm and people self-regulate themselves, making it easier for those in power to control. Foucault illustrates this idea with the Panopticon Prison; an ultimate prison structured around a central tower with a viewing room which looks into the prisoner’s cells and which can be viewed from all the cells. The windows of the tower are blackened, so they never know when a guard is present. Therefore, the purpose of the prison is that the inmates self-regulate their behaviour whether they are being watched or not, thus providing maximum control for minimum cost (Foucault, 1991, pp. 202-205). This method of regulation by authorities is found everywhere in present day, such as the ‘smile you are on camera’ signs present on trains and trams, letting people know they are being watched even if the cameras do not work. Foucault’s discussion about the change from a ‘disciplinary society to the society of control’ inspired Hardt and Negri’s concept of ‘Empire’, which they argue is an all-encompassing power, much like Foucault’s power relations (Rustin, 2003, p. 4).  Deleuze and Guatarri (2004) have also had a significant influence on Hardt and Negri’s work. They envisage the world as a smooth space, illustrated through the metaphor of rhizomes, where everything is connected to everything else. This concept has influenced the postmodernist tones of Hardt and Negri. Deleuze and Guatarri state, ‘any point of a rhizome can be connected to anything other, and must be’ (Deleuze and Guatarri, 2004, p.7). They also provided the catalyst for Hardt and Negri’s concept of ‘multitude’. When describing a wolf pack Deleuze and Guatarri (2004) write; ‘you can’t be one wolf, you’re always eight or nine, six or seven’ (p. 32). A pack of wolves cannot be thought of as single beings because their existence relies on them being a pack. However, at the same time it cannot be ignored that they are single beings that form the pack. How Hardt and Negri have developed these ideas into their theory of the multitude will be explained in the following paragraphs.

Hardt and Negri’s view of today’s world recognises the need for other socialist scholars, perhaps of a modernist persuasion, to consider how applicable their own ideas are within present society. Their three volumes, Empire (2000), Multitude (2005) and Commonwealth (2011) look at how politics operate within a postmodernist space. Their first work Empire (2000) describes this change from modernism to postmodernism. Empire is the new world order, ‘a diffuse, anonymous network of all-englobing power’ evolved from Foucault’s work (Balakrishnan, 2003, p. ix). Although this power brought about by globalization is often seen as an ‘ultimate capitalism’, one where revolution has become futile, Hardt and Negri seek a more optimistic approach. They write that we are faced with a ‘smooth world’, a world ‘defined by new and complex regimes of differentiation and homogenization, detteritorialization and reterritorialization’ (Hardt and Negri, 2000, p. xiii). Present day society has evolved from the internet. It is a space where people can exist interactively as well as in ‘real-time’. Hardt and Negri would argue it is no longer divided by defined spaces and has no real hierarchy. 

It would be redundant to argue that the world has not changed; arguably the ideas of Marx are more relevant when he was alive than they are now. Marx (2008) wrote, ‘[t]he proletarians have nothing to lose but their chains’ (p. 39), but in present day, many workers, especially those from western societies own their houses, can afford quality goods and are therefore less inclined to give up their belongings or feel impassioned to resist against the system. Even those who do not earn much, often aspire to become wealthy rather than aspire to change the root of the problem that causes them to live in poverty. Those who are not affluent are made to believe that simply by working harder, monetary wealth can be achieved. However, stating that no hierarchies exist seems simplistic. Many would agree that obvious hierarchies are still present in society. There are still clear class divisions between different socio-economic groups. Countries still have a government where a few rule and the masses follow. However, the clarity of these hierarchies have certainly become skewed, and when considering hierarchies on a global scale, there is no one centralised enemy. Pratt (2004) writes, ‘[g]overnments are increasingly obliged to formulate economic and social policies that will attract foreign investment, rather than meeting the needs of their own citizens’ (p. 313). If the governmental rulers are no longer to blame for their people’s problems because they are merely answering to the higher powers of globalization then who is? Although Hardt and Negri take the smooth space for granted, the move from the clear distinctions of modernism to the realisation of the dispersion of power in postmodernism has to be taken into account. This is why some concepts put forward by Hardt and Negri are functional in understanding the role of music within political protest.

Their second instalment, Multitude (2005), focuses on an analysis of recent revolutions and revolutionary groups. Hardt and Negri (2005) discuss how revolution has changed from ‘traditional, centralized military structure to guerrilla organizations and finally to a more complex distributed network form’ (p. 63). Their main thread of thought important to this study, is how people can be part of resistance in present day. Hardt and Negri believe that because of postmodernist capitalism, people are forced to attack small, local issues because of the loss of a centralized enemy. It is in Commonwealth (2011) that they put forward their theories of revolution. Hardt and Negri (2011) understand modernity as a ‘power relation: domination and resistance sovereignty and struggles for liberation’ and that antimodernity is the resistance against modernisation (p. 67). They believe that globalisation exists in ‘the power relation that straddles the two’ (Hardt and Negri, 2011, p. 67). It is the struggle of power; the opposition between the dominant and the dominated. Modernity is the capitalist driven society, in other words the global power; antimodernity is the struggle against it. The origins of this concept can be found in Foucault’s discussion of power relations. He argues the sovereign needs to dominate his subjects to have power just as Hardt and Negri argue that modernity needs struggle against it to remain powerful (Foucault, 1991, p. 48). Therefore, the modern and anti-modern are intrinsic to each other. The anti-modern cannot overcome the modern no matter how strongly it resists because its resistance only strengthens modernity’s power. Hardt and Negri thus introduce the concept of altermodernity. Rather than resisting modernity, altermodernity has a ‘diagnol relationship’ and ‘[i]t marks conflict with modernity’s hierarchies as much as does antimodernity but orients the forces of resistance more clearly toward an autonomous terrain’ (Hardt and Negri, 2011, p. 102). Altermodernity avoids any power struggle through the creation of an alternate way of life; counteracting the dominance of modernity. The Zapitista movement is one of Hardt and Negri’s primary example of altermodernity. This is because they do not link their rights to identity; ‘they neither demand the legal recognition of indigenous identities equal to other identities … nor do they claim the sovereignty of traditional indigenous power structures and authorities with respect to the state’ (Hardt and Negri, 2011, p. 106). Thus they use the concept of altermodernity as a means of establishing their own rights not by establishing themselves as an indigenous culture, rejecting the modern by autonomous beings celebrating their right to be self-determined (Hardt and Negri, 2011, p. 106). 

Despite receiving acclaim from many, some have argued these books exist only as theory, with little evidence or relation to what is going on in present day (Arrighi, 2003, p. 32). For example, although Hardt and Negri use the Zapatistas as an example of altermodernity, despite the significant changes the Zapatistas have made in Chiapas, they have not created the instantaneous global change Hardt and Negri speak of. Capitalism has not become unhinged. The smooth world that has evolved from the internet is also something only applicable to the western world. Tilly (2003), underlines how only six per cent of the earth’s population has access to the internet (p. 28). This has now increased to a third of the population (Shwayder, 2012) yet it still means a large majority of people are not part of this interactive world. This emphasises the euro-centric nature of Hardt and Negri’s work, limiting its capacity to be applied on a global scale which contradicts their focus on a global resistance. However, the theory of altermodernity does carry weight as it provides a possible solution to the challenges of a dialectical struggle. This study also acknowledges that when considering an inter-connected world, a global resistance movement is necessary, rather than a small, local resistance because capitalism dominates and can easily neutralise smaller movements. The internet could be a useful tool to transform these smaller movements by surpassing the limits of specific areas and change them into global movements. 

In using Gramsci and Hardt and Negri’s theories, this study hopes to understand how popular music’s role within political resistance movements has changed from the sixties to modern day. Using the theoretical frameworks outlined within this section, this thesis can look at how society has changed. This is important because an understanding of how political movements have changed is vital before understanding how popular music functions within these movements. Although the movements studied within this thesis bare some similarities with each other, they are essentially different and make a different contribution to politics, from nueva canción communicating political messages to Pussy Riot! creating a politics. The similarities and differences between the movements will be studied within this thesis in order to highlight how popular music’s role within political resistance movements has changed.    

3.	An introduction to the case studies






Victor Jara and Inti Illimani are an example of just a few of the exceptional musicians born out of the nueva canción movement. Nueva canción, translated as ‘new song’, was first mooted at the Ecuentro de la Cancióm Protesta in 1967 (Fairley, 1984, p. 107).  New song was a pan-Latin American movement; rooted in folk music but one which incorporated popular music styles to create songs or instrumental music which paid homage to the Latin American indigenous cultures. Their primary goal was the resistance of North American domination. Nueva canción is the specific name given to the Chilean movement which was most prominent during the Allende campaign in 1970, although other movements such as nueva trova in Cuba followed similar principles (Fairley, 1984, pp. 108-112). Musicians such as Victor Jara and Inti Illimani took to the stage to support the socialist presidential candidate Salvador Allende. The importance of nueva canción to the Popular Unity campaign was highlighted when Allende stood under a banner that declared ‘[n]o hay revolución sin canciones’, translated as ‘there is no revolution without song’ (Fairley, 1985, p. 307). Groups such as Inti Illimani used Andean instruments, dress and musical styles in order to relate their music to the indigenous people and campesinos of Chile at the time. Nueva canción’s support of Allende aided his presidential victory in 1970 despite the opposition having significantly more funding and dominating the media (Jara, 1998, p.164). The musicians of nueva canción were strongly supported by the government during the time Unidad Popular was in power. However, on the 11th September 1973, General Pinochet led a military coup which resulted with the supposed suicide of Allende (Jara, 1998, pp. 225-236). In the following days, many of Allende’s supporters were captured and taken to the Estadio Chile. Inside, many were tortured and killed including Victor Jara (Jara, 1998, pp. 237-243). Other musicians such as Inti Illimani and Quilapayún were exiled from their home for a long period of time (Fairley, 1984, p.108). After the coup, the music of nueva canción was no longer welcomed in Chile because of its strong ties with Allende and socialism. 

Nueva canción has been chosen as a case study because it represents a modernist struggle. There was a clear sense of two sides; in this instance it was generally the socialists and peasantry supporting Allende against the wealthier, alongside North America government in support of Pinochet. The people of Chile, including the members of nueva canción knew who they were for and against, whether that be Allende or Pinochet and believed by overcoming their enemies they could improve their quality of life. However, although nueva canción were perhaps trying to create a counter-hegemony in order to pave the way for socialism, it never really resisted capitalist hegemony, proved when North America helped fund a coup to dismantle the Popular Unity government, since the nationalisation of Chilean resources threatened North American profits (Márquez, 2013). Although nueva canción was a significantly sized movement, there was still a large percent of the population who were against Allende and retaliated through actions such as the Saucepan March, a protest in which people who were anti-Allende marched because of the supposed hunger brought about by a socialist government (Jara, 1998, p. 169). The media was largely controlled by the right-wing government so nueva canción did not get as much air time as other music genres (Jara, 1998, p. 164). Even if records were widely distributed, many of the campesinos of Chile would not have been able to afford record players or televisions. This is why nueva canción can be considered primarily a ‘live’ movement. 

Both the success and struggles nueva canción faced in Chile can be understood in more depth when using the theories put forward by Gramsci and Hardt and Negri. Nueva canción rejected the political climate of their county and attempted to change it by promoting their own beliefs through cultural means, undertaking an arguably Gramscian counter-hegemonic struggle. However, the limits of what nueva canción were able to achieve within this space are underlined because no lasting change happened in Chile as Allende was overthrown by a military coup. They failed to create a new socialist minded hegemony promoting the ideology of their own beliefs which, according to Gramsci, would have stopped resistance again Allende’s party. Thus, the limits of Gramsci’s theory are highlighted within this example. Their limitations can also be understood in relation to Hardt and Negri. Nueva canción were against the modernisation of Chile, which was creating capitalist industrialisation. To counter this they used folk music and indigenous cultures as a means of rejecting this progression thus making it a part of a struggle for antimodernity. However as previously explained, Hardt and Negri (2011) argue the modern and the antimodern are intertwined (p. 67). Nueva canción were trying to establish themselves as an indigenous group rather than an autonomous one. The brief success of the Allende government followed by its relatively quick demise provides evidence for this theory, as it only went on to strengthen North American domination by demonstrating North America’s capabilities of depowering a democratically elected leader outside of their own terrain. In relation to music, it begs the question of how useful popular music can be within political resistance. Although nueva canción highlights some of the problems found within modernist struggles, arguably these are very much problems of the time and type of struggle, not necessarily problems of the music. 

3.2.	Rage Against the Machine

Rage Against the Machine will also be taken into consideration throughout this study. Rage Against the Machine was an overtly socialist band, consisting of Zack de la Rocha (vocals), Tom Morello (guitar), Tim Commerford (bass) and Brad Wilk (drums). Musically, they combined metal, rap and funk; all musical styles feasibly associated with ‘youth’ and resistance. Their lyrics usually related to the problems of American imperialism as well as addressing the issues of capitalist industry domination. They have supported a multitude of small issue politics such as their protest against Guess in which the band made public advertisements against the clothing company because of their use of sweatshops, PMRC in which they appeared naked at Lollapalooza in 1993 to speak out against music censorship rules as well as their support of the Zapatista movement in Mexico. They have also been censored on shows such as Saturday Night Live because they hung the American flag upside down and were arrested for filming their video for ‘Sleep Now in The Fire’ outside Wall Street exchange (uprising@rootdown.net (​mailto:uprising@rootdown.net​)). 

Despite their overt socialist political position, it is plausible to argue that Rage Against the Machine are in fact just a characterisation of a postmodernist problem. To disseminate their music widely, they had to use the distributing capabilities of a major label (The Progressive Magazine, 2013). However, by ‘selling out’ and signing on to a major record label their music supported the very industries they were trying to oppose through their music. Rage Against the Machine existed within a transforming postmodernist space, in which they were trying to resist capitalism whilst being intrinsically part of it and using the capitalist music industry to sell their product and transmit their socialist message. The struggles they faced during this struggle can be understood better when using the framework put forward by Hardt and Negri. Rage Against the Machine support a multitude of small issues because they felt unable to tackle American imperialism as a whole. Hardt and Negri (2011) write;

Multitude is thus a concept of applied parallelism, able to grasp the specificity of altermodern struggles, which are characterized by relations of autonomy, equality, and interdependence among vast multiplicities of singularities. (p. 111).





The Russian art performance group Pussy Riot! represents the present day. The group is primarily an anonymous feminist cohort, who perform public protests against specific Russian governmental issues. They wear brightly coloured masks and clothes and perform punk-style music. They have recently infiltrated the newspapers after being jailed for two years for the performance of a ‘Punk Prayer’ in Moscow Cathedral. Despite the anonymity of the group, three members of Pussy Riot! were prosecuted, Maria Alyokhina, Nadezhda Tolokonnikova, and Yekaterina Samutsevich and have in turn become idolised as symbols of political protest (Tochka, 2013, p.303). The performance of ‘Punk Prayer’ was intended to be a protest against Vladimir Putin after his recent election for the third time, emphasising Pussy Riot!’s disgust at his manipulation of the Orthodox Church to gain votes. However they were eventually arrested for inciting religious hatred. Controversy ensued after many people around the world deemed the sentence severe and ‘disproportionate’ (BBC, 2012b). 





This chapter will study the importance of live performance in relation to political music. Prior to the development of recording equipment it would seem strange to discuss music without considering performance, as all music would have been consumed through live experience. However, in many societies, as technology has developed, music is now often consumed through recordings. Despite the growth of music recordings, performance remains a sort after experience in most societies because it can change the listener’s experience of a piece of music. It can reinforce or skew the meaning of the music and provides space for music fans to gather and share a similar experience. Whiteley (2004) writes, ‘identification with a band contextualises performances, that the experience of the song is shaped by what has gone before’ (p. 280). Therefore, according to Whiteley, watching a musician perform can enhance the experience and thus the meaning of the music. Although ‘live’ implies the existence of a temporal performance of music never to be repeated, this study will strive to understand ‘live’ performance in both the context of real time and recordings. It will seek to highlight the most important features that communicate political messages within performance as well as studying how live music relates to the theories of Gramsci and Hardt and Negri to understand its potential use within political resistance movements.  

Although today nueva canción are consumed through recordings, during the sixties and seventies they did not rely on a wide distribution of records, radio play or television coverage. Nueva canción relied mostly on live performance. The musicians often performed in the intimate setting of Peña de Parra, a small venue where poets, musicians and artists could meet and socialise as well as collaborate with others and discuss political ideas. Fairly (1984) describes the peña as a community of musicians, with no clear divide between performer and audience (pp. 111-112). As well as the peña, the musicians also played at large concerts which were intended to promote Allende, emphasising the explicit political nature of their music. These concerts were designed to reach a wide audience and left behind the comfort of the peña (Fairley, 1984, p. 112). At these concerts they continued to present themselves as ‘authentic’ folk musicians who supported the campesinos by wearing ponchos, playing Andean instruments and singing songs about peasant life. Despite their primary live diffusion, records of the musicians were in circulation, especially during the Allende government. Arena-Demon label and later DICAP (Discoteca del Cantar Popular) and ONAE (Organizacion Nacional del Espectdculo) gave significant support to the movement. The Unidad Popular government also helped support nueva canción by banning the import of foreign records and nationalising the RCA pressing plant, the only record pressing plant in Chile (Fairley, 1984, p. 113). Record shops, record labels and label managers have a fundamental interest in the commercial side of music and therefore when they become involved in a musician’s career (which usually occurs within popular music) they can sometimes affect the creative outcome in a hope to sell more records. This demonstrates the control commerce has over popular music because without these labels, the musicians are unable to distribute their records and signing to these labels can come with a creative cost. Whether this is the same within nationalised facilities in a socialist context could be an interesting project for future study. Theoretically, creating music within this context would suggest there is not as much pressure to become a commercial success, with the emphasis on educational and artistic importance. It is never suggested within Jara’s (1998) book that the musicians felt pressured by recording agents to produce music in a certain way. Although nueva canción did distribute records, this study would argue they were a primarily live movement, their music existed in a temporal state, relatively free from the confines of making money. The concerts were supported by Allende’s government and the University so the pressure to sell a certain amount of tickets was minimal. 

It could be argued nueva canción’s existence within a live domain meant they had a greater potential to support or oppose political campaigns and resistance movements. Live performance provides the opportunity for people to gather together rather than listening individually to music at home. In terms of the ritual function of the music, it creates a solidarity within the audience because they all participate in the political message. The audience can understand the political message when consuming it at home but it does not give them the opportunity to discuss and reinforce their ideas through interacting with other people (at least it did not within this time period; now internet forums become a space to interact with a wide range of people from the comfort of home). There are also aspects of a live performance that can emphasise the political message such as the musicians speaking in between songs or visual icons which represent their beliefs, reinforcing the communicative values within the music. Arguably, the music is less influenced by the media because it happens in the present moment and only the people attending know what the experience meant to them. It offers people the opportunity to watch the musicians and sometimes meet them. This correlates with the folk ideology where there is no segregated back room and artists are expected to interact with the crowd (Mackinnon, 1994, p. 84). This counteracts the ‘star-system’ of current popular music in which the audience primarily interacts with the musician through the media, autobiographies and interviews. Even when these ‘stars’ perform it is often within huge arenas where the differences between the performer and audience are emphasised by having a secured back stage area, barriers and a stage, clearly emphasising segregated spaces for the audience and the performer. This analysis of nueva canción can thus give weight to the argument that it is integral for a musical movement to engage live performance in order to be utilised within political resistance. However, ‘liveness’ in relation to nueva canción does pose some limitations. It is essentially local since musicians cannot perform in two places at once and it can only reach a limited number of people, because only a limited number of people can attend a concert. Therefore, although nueva canción exists as a form of counter-hegemonic struggle, using culture politics as a means of resisting modernisation, it is limited in what it can achieve as it only exists within a singular and restricted location. Therefore, considering capitalism is a dominant ideology, it seems unlikely one small movement will be able to overcome it. 

Rage Against the Machine disseminated their music through both live performance and music recordings whilst the band were together. However, their live performances did not just exist at concerts as temporal events but were filmed and distributed through DVDs and CDs to reach a wider audience. In fact, it is probable because of the ease and price that more people have viewed Rage Against the Machine’s live performance through a DVD than at a live concert. On the surface it would be reasonable to argue that live performance on the DVD limits the political potential of live performance because it does not give the audience a chance to gather and interact with each other. However, although the internet was not as well-established as it is today, fans of Rage Against the Machine still used internet forums and fan-sites as a space where they could communicate with other fans (Fanpop Inc., 2013).

However, these DVDs were released through a major record label and the primary goal of a music label is to generate capital. Thus, despite the explicitly anti-capitalist content of Rage Against the Machine’s performance, it continues to financially support the very industry the music is trying to resist against. This problem highlights the ‘safe harbours’ Storey (2006) discussed when analysing Gramsci’s theory of hegemony (p. 64). It becomes increasingly complex to understand when music is able to contribute to a counter-hegemony or when it is part of resistance that hegemony diffuses. It also muffles the ritual values of the music, questioning whether its function is to create resistance and a heightened socialist conscious or to perform the tasks prescribed of it by the record label, primarily the task to generate capital. The political messages communicated through Rage Against the Machine’s music arguably gives capitalism the opportunity to flex its powers and prove that resistance cannot escape the fundamental capitalist nature of society. In an interview with Progressive Magazine, Tom Morello defended the decision of signing to a major record label stating, ‘Rage Against the Machine sold fourteen million records of totally subversive revolutionary propaganda. The reason why is that the albums were released on Sony and got that sort of distribution’ (Progressive Magazine, 2012). These criticisms of Rage Against the Machine refer to the ‘mass culture’ aspect of their music and its primary concern of raising revenue for a major record label. However, as Morello argues, without engaging the potential for mass distribution that major record labels offered, they would have been unable to reach the thousands of people they did (Progressive Magazine, 2012). Morello believes that the ‘mass culture’ of his music did not affect the ‘popular culture’, which means their anti-capitalist message was at the forefront of their music despite working within the confines of capitalism. Middleton (1990) also expresses the ability for commercial music to have a powerful impact on its audience. According to Middleton popular music reaches a mass audience and the more popular a song is the greater the size of its audience. These songs potentially create a ‘mass subject’ and the audience feels the power of becoming part of this ‘mass subject’. Middleton (1990) writes, ‘[t]he greater its commercial success, the more the ‘mass subject’ is able to feel, in however reified a form, its potential power’ (p. 252). Therefore, commercialised popular music can arguably be utilised within political movements because it can reach a greater number and wider range of people. The context Rage Against the Machine’s music existed within shows the beginning of a shift from a modernist space to a postmodern one. This is because the ideas of Gramsci become less applicable as it appears impossible that Rage Against the Machine can use culture as a means of resistance when their music goes on to support a capitalist hegemony. At the time of Rage Against the Machine the internet was only beginning to become an essential part of everyday life in western society. Unlike the musicians of present day, they could not primarily distribute their music online. In order to reach a wide audience they had to use a major record label, but this again highlights capitalisms ability to channel resistance into safe harbours. 

Pussy Riot!, on the other hand utilised the internet as their primary way of distributing their live performance. Pussy Riot! solely exist within the live domain because as a performance art group (rather than a music group) they conduct demonstrations and protests within Russia targeting specific issues they feel passionately against. The communicative value of their music is therefore to perform their political message, with no intention of raising capital through recordings or DVDs as they have not released either. Both inside and outside of Russia they have received significant attention because of their video of ‘Punk Prayer’, comprising of edited footage of their protest within the Christian Orthodox Church. Thus, the majority of people have consumed their music and their ongoing story over the internet. Pussy Riot! illustrates how music consumption has changed in the twenty-first century. They are a live band that primarily exists within a virtual world. Their video can be viewed by anyone who is connected to the internet free of charge. It appears that websites such as youtube provide a space where people can upload their own videos, relatively unmediated by any external force, unlike consumption through DVDs as with Rage Against the Machine. Hardt and Negri (2000) argue that political resistance movements will happen through the internet, because protests similar to those of Pussy Riot! have the potential to become an instant global phenomenon (p. 54). It also allows individual protests to find solidarity with other movements through the internet (Vail and Cook, 2012). However, virtual spaces such as youtube are hardly the free unmediated space that Hardt and Negri profess. They are registered companies that make profit from advertisements on their websites. If their primary concern is revenue, then it would be reasonable to assume they will be invested in preserving capitalism and not allowing their virtual space to be used as a tool of political resistance. Youtube also monitor the videos posted on the website and have the power to remove any they find offensive. This power could be abused in halting any political resistance if it started to become a threat. It is then arguable that yet again, resistance movements such as those of Pussy Riot!, and Rage Against the Machine can be channelled into safe harbours. This is not to argue that there is no virtual space free from capitalist control or that Hardt and Negri’s emphasis on the use of virtual space has no possibility of creating political change. However, when studying Pussy Riot! it is clear that although it did become an international story and received over 1,415,742 views on youtube (imjustevil666, 2012), it has not had the impact that Hardt and Negri describe in their works. Despite support from people around the world the women of Pussy Riot! are still in prison and the story is no longer given significant coverage on news websites. 

It has been highlighted within this section that dissemination through live performance is useful in reinforcing political ideologies. As well as the consumption, it is important to highlight the actual features that make a performance political. There is a very simplistic layout in Jara’s performance of ‘Plegaria a un Labrador’ posted on youtube (PipeHenriquezO Felipe Henriquez, 2009). He is sat on an empty stage with two microphones, one for his vocals and one for his guitar. The simplicity reflects the intimate feel no doubt present in the performances in the peña. He is also wearing a poncho, a visual symbol that links his music to the campesinos of Chile. The camera focuses on Jara’s face, drawing on the emotions shown through Jara’s facial inflections. During his performance he sings with closed eyes and an intense look on his face accentuating the importance of the lyrics he is singing. He alternates between a pensive look with closed eyes to a wide eyed glare towards the audience as he asks them to take up arms and fight for his cause. References to the campesino culture such as the simple performance and poncho suggest the performance is part of an antimodern struggle. By using symbolism of the Chilean people within his performance, Jara is rejecting the dominate power and choosing a way of life that rejects the modern. Thus, it becomes an attempt of counter-hegemonic resistance, one that uses cultural aspects such as music to promote anti-capitalist ideas. However as previously discussed, the potential for a counter-hegemonic struggle seems difficult to contemplate. Through idolising a group of people who are being subjugated by the government and who often live in severe poverty, Jara is arguably idolising the act of subjugation itself, thus only reinforcing the power of a capitalist hegemony. 

This simplistic style of this performance is common throughout the musicians of nueva canción. Inti Illimani’s performance of ‘La Exila del Sur’ found on youtube is again very simple (Muñoz, 2013). Like Jara, they also wear ponchos as a tribute to the campesinos. Inti Illimani stand apart from one another, on different levels which obscures any sense of a hierarchy within the group. Instead everyone can be seen, visually stating that they are all equal and thus reinforcing the socialist political stance of the group. During the performance the camera focuses on their instruments beginning with a close up of the tiple at 2.04. They all look solemn whilst they perform, somewhat different to the later performances of Inti Illimani, which are much freer and jovial (Inti Illimani, 2010). The performances that shortly followed the 1973 coup were more sombre in tone because Inti Illimani had been exiled from Chile whilst many of their friends were being persecuted for supporting Allende. Their performances during exile were a way in which they could raise awareness for the political issues in Chile. This is slight contrast to Inti Illimani in present day who are primarily a symbol of traditional Chilean song and the campesino culture rather than a group part of a specific political song movement. Thus their performances are focussed on the enjoyment of the audience, celebrating a positive memory of nueva canción. This analysis shows how a group’s function and the communicative values of their music can change over time and how their political significance can diminish. Whether this is because nueva canción is no longer an active movement in support of a specific government or whether it is a result of the capitalist hegemony rendering the music of nueva canción politically harmless is debatable. However the historical significance of the music of nueva canción will always mean that their music will have significant political tones. 

Rage Against the Machine’s (toodrunk2fuck, 2006) performance at the Grand Olympic Auditorium, is overtly political. All band members, like nueva canción, are dressed to promote their political cause. For example every band member wears various items of clothing branded with the communist star. The stage is also filled with communist imagery such as the huge communist star backdrop and iconic pictures of Che Guevara on their amps. In this context, Che Guevara is used to reinforce the group’s political stance. However the image of Che Guevara has become widely used in commercial fashion which has somewhat de-politicised it. By incorporating these images into everyday iconography used in fashion, these sort of political statements go on to support consumerist industries, thus supporting a capitalist hegemony. However, this does not mean musicians such as Rage Against the Machine cannot reinstate the image as political and that the image is devoid of any political significance. If more people were introduced to the image through Rage Against the Machine, rather than through the fashion industry, they would be more aware of the political significance of the image. This has the potential to support a counter-hegemony. However, despite Rage Against the Machine’s efforts to re-claim the image of Che Guevara, it seems implausible it could ever have the political significance it had during the time shortly after Guevara’s death. Rage Against the Machine also have an upside down American flag on stage; a clear sign of disrespect towards conservative America. In the past they have had their performances cancelled, such as their performance on ‘Saturday Night Live’ in 1996 because some people consider their disregard of the American flag an offence (uprising@rootdown.net (​mailto:uprising@rootdown.net​)). The fact that the NBC cancelled their performance on the show illustrates the threat popular music poses to established power in challenging their political ideologies. 

This performance of ‘Bulls on Parade’ at the Grand Olympic Auditorium begins with a slow melody line from a distorted guitar (toodrunk2fuck, 2006). This builds the intensity in the crowd before the explosive start of the song at 0.52 where the background banner falls unveiling a huge communist star. The star is also the front cover of the Live at the Grand Olympic Auditorium album, reinforcing the political ideology on all released material by the band. It initially appears that this almost over-the-top use of communist imagery is a way in which Rage Against the Machine are trying to reiterate their condemnation of consumerist culture despite being signed to a major record label. However on closer inspection, regardless of the musician’s intentions, it could also be argued that the record label is caricaturising the band’s communist stance to sell more records and DVDs because they know the fans of Rage Against the Machine enjoy this aspect of their music.  

During the performance, the erotic values of the music encourage the crowd to ‘mosh’ and crowd surf which energizes the audience, enhancing the performance and making it exciting to watch. These acts are often frowned upon by society and banned during performances because they are considered dangerous. Frith (2004) writes,

The individual fans get their kicks from being a necessary part of the overall process – which is why heavy metal videos always have to contain moments of live performance (whatever the surrounding story line) in order to capture and acknowledge the kind of empowerment that is involved in the concert itself. (p. 39).

As Frith states, Rage Against the Machine utilise footage of their fans during their performance so when their fans watch the DVD they also feel part of the performance. The camera spends as much time focusing on members of the audience as they do on the band themselves. Arguably this is done for the same reasons Inti Illimani are put on different levels; to make them appear equal. Many musicians, whether it is commercial pop or heavy metal, use footage of their audience during recordings of live performances to increase both the energy and excitement of the performance. However it is important to understand the type of audience reaction and how this reinforces the meaning of the music. At the Knebworth performance of ‘Angels’ by Robbie Williams, there is also a strong focus on the audience (uncletommy1, 2007). However unlike the aggressive crowd at Rage Against the Machine, these fans are swaying amorously and opening up their arms to Robbie Williams, arguably in an act of worship. At 2.17 a fan is also shown blowing a kiss to the singer. At 2.34 when Robbie Williams stops singing, the crowd take over as he watches with a confident smirk. Even when the camera is focussed on the crowd, these images are meant to reinforce the power Williams has over the crowd and their submissiveness to his music (uncletommy1, 2007). Thus, the ritual values of Robbie Williams’ recorded performance means it performs its ‘culturally prescribed task’, creating a visual display of Foucault’s power relations, with the powerful ‘one’, ruling over the many (Middleton, 1990, p.253). Rage Against the Machine’s audience is somewhat different. By videoing their fans performing acts that are frowned upon, they are encouraging them to resist the status quo of society. The inclusion of audience aggression towards authorities whether it is the police or security guards, in the case of this performance, cements the validation of their fans right to be openly angry and aggressive. The difficulties for this performance to be used in political resistance has already been highlighted, since at the time of the release it could only be bought on DVD thus raising revenue for their record label. However, every aspect of Rage Against the Machine’s performance is designed to reinforce their communist political message. 

There are obvious limitations to how much Rage Against the Machine can achieve within political resistance. Like nueva canción they were clearly opposing modernity and the consumerist culture throughout their performances by using visual aids that supported communist ideology. Their music was a means of communicating the political messages of the musicians. However this struggle only highlighted their reliance on the consumerist culture by having to distribute recordings of their performances through capitalist means. Their part within consumerist culture is emphasised when, despite the obvious political connotations present in their music, some listeners are still unaware of the political content of the music or find it irrelevant. For them, these songs are catchy tunes designed for pleasure and entertainment. Although Hardt and Negri would use this evidence to argue musicians such as Rage Against the Machine’s methods cannot achieve a revolution, it is difficult to argue that such a powerful performance in support of socialist concepts are rendered useless. Regardless of how young people accessed the material, it still has the potential to promote socialism and perhaps offer a medium through which their listeners could be introduced to political ideas. 

Pussy Riot!’s protest performance at the Orthodox Christian Church in Moscow has become internationally famous after it was posted on youtube (imjustevil666, 2012). Despite Pussy Riot! arguing that they never had any intention of offending members of the Orthodox Church and that their performance of this prayer was meant to incorporate and relate to Christian belief, there are elements of their performance that are clearly anti-religious (Samutsevich, 2012, closing courtroom statement by Katya). Similarly to Rage Against the Machine’s video demonising the police, Pussy Riot!’s video portrays the nuns and other people present at the Church as the enemy. At 0.27 in Pussy Riot!’s performance, the nuns are shown trying to grab the cameras to stop the protest (imjustevil666, 2012). This suggests that Pussy Riot! were trying to portray members of the church as the enemy, despite their reiteration that this was not their intention. The performance of ‘Punk Prayer’ and the statements made by Pussy Riot! from the courtroom are made within different contexts. The prison sentence they were facing was harsh and life within Russian prison is difficult, so it is understandable that they would do everything in their power to minimise the sentence, including down-playing the negative portrayal of Christianity within their performance. They are therefore using the media as a means of changing the communicative values of their music and trying to manipulate the clearly anti-religious tones of the video to mean something less offensive or even something positive by incorporating the views of Christians. During the performance, at 0.01, Pussy Riot! are genuflecting in an elaborate, arguably sarcastic way on the alter (imjustevil666, 2012). However, they later defend their actions and state that in a free world they should be allowed to genuflect in any way they wish (Volkova, 2012, closing statement from defence attorney Violetta Volkova). Despite these statements made post-performance, the performance exists permanently on the internet. It is a recording that can be viewed by a large number of people at any time. Therefore, the audience are able to decide the intentions of the video for themselves by watching the performance. 

The most interesting feature of the video is their anonymity. All the members are wearing brightly coloured balaclavas to hide their faces. This not only hides their identity from the law but it is also the creation of a symbol of rebellion and resistance (Vail and Cook, 2012). Hardt and Negri (2011) state, ‘identity itself is based on property and sovereignty’ (p. 326). Therefore Pussy Riot!’s deconstruction of identity can overcome capitalist concepts of ownership and thus aid a revolution. By creating an iconic image that is transferrable to any country such as the brightly coloured balaclava, their movement has the potential to develop as part of a global resistance because anyone in the world can put on a Pussy Riot! mask and become part of the movement. By making this symbol one of anonymity, it surpasses the potential of other unifying symbols, such as putting on a poncho which is culturally specific and still identifies people in a set time and space. Instead, the balaclava means everyone becomes the same. When wearing the balaclava everyone can become part of the multitude, where they are both autonomous individuals and part of one movement. Thus, even though it has a specific existence within Russia, the world can relate to the movement as a whole and become part of the same protest. 





Many music scholars focus on the significance of lyrics within popular music. Frith (2004) discusses how over time and within different fields, scholars have altered the way in which they consider lyrics; from Adorno’s critique of the standardisation of popular music lyrics to the more modern cultural theorist position that ‘words of pop songs express general social attitudes’ (Frith, 2004, p. 188). Arguably lyrics provide the most direct way in which to express the communicative values of music. Historically popular music scholars focussed on lyric analysis because they could use existing linguistic analytical framework. This singular focus on lyrics was soon understood as an oversimplified way of studying popular music. Thus, popular music was discussed largely in relation to its function. Information about the function of popular music can be found within song lyrics. Frith (2004) writes they ‘‘reflect’ their listeners’ concerns at the level of fantasy – such reflection means, in fact, giving people new shapes, new symbolic forms for their hopes and anxieties’ (p. 189). Frith (2004) discusses different styles of lyric analyses but he concludes that in some way or another, lyrics have a relationship to the time they were written, the person who wrote them and the listeners who chose to consume them. It is important that this study looks at the relationship between the lyrics, the performer and the listener. 

Brackett (2004) emphasises the link between lyrics and biography and how songs belonging to musicians with a very public life are often analysed in terms of their biography. This can impose nuances of meaning, altering the communicative value of the song. Brackett (2004) writes that ‘[i]n many styles and genres, it is easy for us to imagine that singers are projecting their message directly to us, that they have experienced what they are singing about’ (my emphasis, p. 232). Brackett emphasises the complex and important relationship an audience has with a performer when listening to their music. It can strengthen the message the composer was intending because of the appearance of ‘authenticity’ if the musician is ‘living’ her lyrics. Listeners want to believe that the person they invest their emotion, time and money into is ‘real’. This helps sell the music whether it is a false construction or not. As previously highlighted, Frith (2004) has emphasised lyrics are often directly associated with the performers. This is perhaps why lyrics are given so much consideration within popular music. However for the ‘singer-songwriter’, the idea of authenticity is immediately bestowed upon them. ‘Singer-songwriters’ not only write their lyrics but often play the main accompaniment to the song as well, and the lyrics usually ‘fall into the ‘confessional’ mode’ (Brackett, 2004, p. 233). Within this study, it will be argued that bands can also fall into this ‘singer-songwriter’ category despite the traditional use of the term referring to individuals. Rage Against the Machine and Pussy Riot! are the names of a collective group that write their songs and play their own accompaniment. The group, as one, become singer-songwriters, especially in relation to overtly political bands such as these case studies where it is important that all the members have the same political views and become unified through their political objectives. Within this chapter, the lyrics of the musicians will be studied in terms of how they relate to society and the impact of biography on the meaning of lyrics.

The famous story of Victor Jara’s life has arguably had a significant impact on the way in which his music is interpreted. His biography, written by his wife Joan Jara, portrays him as a kind hearted, passionate person adored by everyone (Jara, 1998, Chapter Two). He was seen as a father figure within nueva canción because he helped the other musicians establish themselves. Rarely does she say anything negative about his character (Jara, 1998, pp. 102-103). The knowledge that he was eventually killed for defending his political beliefs enhances the ‘authenticity’ of his music because it reinforces the significant political meaning onto his songs. It is plausible that without the knowledge of Jara’s life, his songs could be seen as pictures of life in Chile without the overt political context. For example, ‘Te recuerdo, Amanda’ initially reads as a love song with a tragic ending. 

I remember you, Amanda,
when the streets were wet,
running to the factory
where Manuel worked
With your wide smile,
the rain in your hair,
nothing else mattered,
you were going to meet him. (‘Te Recuerdo Amanda’, Jara, 1998, p. 111) 

However, when the listener has previous knowledge of Jara’s political views, the song can take on a new meaning. Amanda could become the personification of Chile, as countries are often referred to as female. The lyrics portray Jara’s image of Chile with lyrics portraying the imagery of Chilean workers travelling to the factories in the rain, but in a somewhat positive light. The hope of going off to meet her love could be the hope of a brighter future for Chile. The love relationship expressed within the relationship could be a representation of Jara’s love for Chile, acknowledging the passion and dedication he had promoting Chilean culture and supporting President Allende. Later in the song he sings;

And he took to the mountains to fight.
He had never hurt a fly	
and in five minutes
it was all wiped out. (‘Te recuerdo Amanda’, Jara, 1998, p. 112) 

This ‘fight’ could represent the fight Jara and nueva canción were involved in when supporting Allende, and his fear that the battle could result in failure. According to his wife, Victor Jara composed this song after learning about his daughter Amanda’s diabetes (Jara, 1998, p. 111). Due to Jara’s political affiliation, it is assumed that the fight Manuel joins is probably one of political resistance, and even if it is not, the fact that people would assume that makes it significantly political. Perhaps, because he was upset about his daughter he wanted to compose a song knowing one day he might have to go off and fight for a cause and leave her behind. Through the release of biographical information which politicises the individual, such as Jara’s (1998) biography of Victor Jara, new interpretations of the music such as these can be deduced. Similarly to what was discussed within the performance chapter, focus on the individual can reinforce the political nature of the music but can also cause difficulties within political resistance movements. Giving so much emphasis on one performer has the danger of converting them into an icon, something which can easily be de-politicised within a hegemonic society and thus diminishing the political context of the music significantly.

Pussy Riot!’s punk prayer has a more complex relation with the biography surrounding it. Their lyrics are a modification of the Hail Mary, an important prayer within Christianity, however it highlights the negative attributes of the church and how they have supported Putin. There can be no question that their song communicates and condemns how Patriach Gudyaev has used the church to support Putin because the song uses their names specifically. However it is also a song in support of feminism. Pussy Riot! are primarily a feminist performance art group and they project their feminist ideals by praying to the Virgin Mary, rather than Jesus, especially when they sing;

Shit, shit, the Lord’s shit!
Shit, shit, the Lord’s shit! (‘Punk Prayer’, Free Pussy Riot, W.Y.) 

They want to protest against their belief that the church treats women in a negative way, contradicting the Church’s view that; 

In order not to offend His Holiness
Women must give birth and love (‘Punk Prayer’, Free Pussy Riot, W.Y.)

Some of their lyrics could be interpreted in support of Christian beliefs such as;

Patriarch Gundyaev believes in Putin
Bitch better believe in God instead (‘Punk Prayer’, Free Pussy Riot, W.Y.)

Within these lyrics Pussy Riot! are communicating their belief that Putin and Patriatch Gundyaev exploited the church to support Putin’s campaign, and instead Christians should focus on their beliefs in God, not in Putin. However there is no doubt that they must have understood that many of their lyrics would offend the Orthodox Christian people, such as when they sing that ‘parishioners crawl to bow’ (Free Pussy Riot, W.Y.). The imagery of crawling make the parishioners appear infantile and inferior, taking away from the traditional reflective and respective connotations associated with bowing. 

The example of Pussy Riot! illustrates how media coverage can alter the meaning of song. As discussed in Putin, the Patriarch and Pussy Riot (2012), members of the Orthodox Church within Russia have generally been offended by the ‘Punk Prayer’ perceiving it to be degrading and offensive in nature. A large percentage of Russia’s population is Orthodox Christian which means a large number of people are against Pussy Riot!. Within the Orthodox community, the women of Pussy Riot! have been demonised by the authorities and the media has been quick to emphasise past protests where one member of Pussy Riot! took part in an orgy whilst pregnant, something that orthodox Christians may struggle to accept (Putin, the Patriarch and Pussy Riot, 2012). However, the media coverage outside of Russia has mostly been sympathetic to Pussy Riot!, especially in the UK. Famous musicians such as Jarvis Cocker and Pete Townshend have also shown their support for Pussy Riot! (BBC, 2012a). The support inside the UK could be attributed to the media coverage around Pussy Riot!. Publisher ‘The Feminist Press’ (2012) have released the letters of Pussy Riot! which have been written during their time in prison, as well as the defence speeches made by members of the group and their lawyers in the court case. Within these letters and published speeches, Pussy Riot! insist they have no qualm with Christian people; only the Church that was taking advantage of their followers in order to gain electoral votes. Nadezhda Tolokonnikova stated in her opening court statement; ‘I shudder every time I read the indictment that we went to the cathedral out of contempt and hatred towards Christians. These are terrible, awful words and incredibly strong, terrible accusations.’ (Tolokonnikova, 2012, opening court statement from Nadya). Pussy Riot! insist that they were actually praying to the Virgin Mary, ‘asking our Holy Mother to drive out those who defile the brightest ideas of human life in Russia, and all possible precepts of the Orthodox Faith’ (Pussy Riot!, 2012, letter to Patriarch Kirill). Despite Pussy Riot!’s claims that they were attempting to highlight the problems within Christianity, in the hope of encouraging Christians to contemplate the contradictions within the Russians Orthodox Church, they must have known the offense they would cause to Orthodox Christians by performing the ‘Punk Prayer’. As stated earlier, the courtroom statements and letters written post-performance are made in a completely different context to the performance and their primary aim is to probably avoid a lengthy jail sentence. However, this analysis shows how the media and the musicians themselves can confuse the communicative value of music, using biographical evidence to alter the meaning. It also emphasises the limits of Hardt and Negri’s seemingly ideal postmodernist space of the internet. It in fact highlights that people are continuously trying to manipulate the internet to control political movements such as these, whether it is the musicians trying to reinforce and gain support for their political movements or governments and corporations trying to suppress and regulate them. Arguably the latter has the greater advantage and can easily overcome the individual using the internet as a means of protest. Although no ‘one’ body has control of the internet, these concepts pose problems for Hardt and Negri’s belief that people freely exist within this smooth space. In reality, it appears that people are fed information through the internet which has the aim of altering the opinion of the masses. Who controls this information is unclear which makes resistance against the power over the internet arguably as difficult as it was for Rage Against the Machine to protest against American imperialism whilst supporting large corporations with the sale of their music. 





on her temples a bleeding rose,
she went to meet her last illusion (‘Quién mató a Carmencita?’, Jara, 1998, p. 116)
  
By addressing the daily problems within his country and addressing them within his songs, popular music ceases to be something of escapism, something to be enjoyed and instead becomes a tool to encourage listeners to deal with and contemplate the issues within their own society. This can help create counter-hegemonic resistance through the ritual values of the music, because instead of the commercial popular music that offers hope of wealth and fame and creates escapism from the struggles of everyday life, music created within nueva canción tells the story of the present and disallows listeners to ignore these issues.

The linguistic style of all three case studies reinforces musical elements of the song. Victor Jara often uses rural symbolism such as;

Between the oak trees and the reeds,
between the hazel-woods and the gorse,
in the aroma of wild fuchsias,
lives Angelita Huenuman (‘Angelita Huenumán’, Jara, 1998, p. 93)

Stand up,
look at the mountains,
source of the wind, the sun, the water
-	you who change the course of rivers,
who, with the seed, sow the flight of your soul, (‘La Plegaria a un Labrador’, Jara, 1998, p. 126)

The moon in the water
flows through the city,
underneath the bridge
a child dreams of flying. (‘Canción de cuna para un niño vago’, Jara, 1998, p. 86)


Victor Jara’s songs provide a direct link between him and the Chilean countryside which reinforces the rural elements of his music. It means his lyrics directly relate to the campesino culture. Thus, it politicises his music because the communicative values are intended for the subaltern people. Jara also uses the idea of ‘flying’ and ‘dreaming’, because the subaltern people within his songs are trying to change their fate. He therefore creates a dialectical opposition to the dominant power which aids a counter-hegemonic resistance, and not an altermodern one. 

Rage Against the Machine also have specific imagery that runs throughout their songs.

The microphone explodes, shattering the molds
Either drop tha hits like de la O or get tha fuck off tha commode
Wit tha sure shot, sure ta make tha bodies drop
Drop an don't copy yo, don't call this a co-op
Terror rains drenchin', quenchin' tha thirst of tha power dons
That five sided fist-a-gon
Tha rotten sore on tha face of mother earth gets bigger
Tha triggers cold empty ya purse (‘Bulls on Parade’, AZLyrics.com, 2013a)

Transmision third world war third round
A decade of the weapon of sound above ground
No shelter if you’re lookin’ for shade
I lick shots at the brutal charade (‘Guerrilla Radio’, AZLyrics.com, 2013c)

Hope lies in tha smoldering rubble of empires
Yes back through tha shanties and tha cities remains
Tha same bodies buried hungry
But with different last names
These cultures rob everyone
Leave nothing but chains (‘Calm Like a Bomb’, AZLyrics.com, 2013b)


Rage Against the Machine have violence, anger and weaponry at the heart of their lyrics. The militant tones of their music make it seem like they are asking for their fans to be active against the ‘system’, and use violence if they must because the ‘system’ is using violence against them. Out of the three case studies, Rage Against the Machine faced the least amount of violence when performing their music. The musicians of nueva canción were exiled, tortured and murdered and members of Pussy Riot! were jailed but Rage Against the Machine were generally free to produce the music they wanted to. Perhaps their overt use of weaponry and violent imagery is because of the frustration they felt at not being able to directly oppose American imperialism despite their disgust at the American government using violence against the people. These lyrics, combined with the musical and performance elements make it clear how the band excite their fans at their performances and create a feeling of resistance around them. However, like Jara, this is a dialectical struggle against power, supporting a counter-hegemonic resistance, not an altermodern one.   

Pussy Riot! differ because they incorporate religious imagery within their lyrics, in both negative and positive ways.

Black robe, golden epaulettes
All parishioners crawl to bow
The phantom of liberty is in heaven
Gay-pride sent to Siberia in chains

Virgin Mary, Mother of God, become a feminist
Become a feminist, become a feminist (‘Punk Prayer’, Free Pussy Riot, W.Y.)

As stated previously, Pussy Riot! both slander the church and use prayer to ask the Virgin Mary to help them. This could be a means of creating an altermodern resistance. Although they are denouncing the Church for their support of Putin, they are trying not to alienate the Christian people and instead show parishioners the negative elements of the Church and how it has taken advantage of them. Pussy Riot! do this by incorporating religious elements within their music to create an alternative means of resistance. However, this is problematic because as has already been explained, the general consensus of the Orthodox Church is that Pussy Riot!’s protest was offensive. This could lead to the argument that the postmodernist space of the internet has actually hindered a resistance through altermodernity by creating barriers to how Pussy Riot!’s music is understood. Unfortunately at this stage these theories can only be conjecture. To explore this idea in depth and understand completely how Orthodox Christian’s have reacted to the protest and the role of internet in shaping these ideas, a thorough audience study within Russia would have to be conducted.








Although analysis of the political nature of lyrics and performance is often conducted, the political context of instrumentation is regularly ignored. This can be an oversight in understanding how the timbres used within music can alter how an audience interprets the music. Turino (1984) writes, ‘[a] musical, system, however is not merely a reflection of a particular value orientation or social context. Rather, it is a public articulation of the sociocultural, economic, ideological and political makeup of an individual or group’s identity’ (p. 253). Turino goes on to describe the charango in detail and the significance the instrument has in Peruvian culture. To a certain extent performers can use their instrument as a representation of their culture, or at least a culture they want to associate their music with, whether they are playing the classical piano or the charango. This study will investigate the political context of the instruments performed by the musicians of nueva canción, from the indigenous instruments of Inti Illimani and Quilapayún to the acoustic guitar used by Victor Jara and Angel Parra. It will also study the political significance of electronic instruments used by Rage Against the Machine and Pussy Riot!. 

The instruments used within the nueva canción movement had a significant geographical political context which reinforced the political message they were trying to express through their music. They used instruments from all over Latin America, Africa and Italy as well as indigenous Chilean instruments to create a multi-national sound. Inti Illimani’s choice of instrumentation demonstrates the incorporation of a wide range of cultures. As well as using the western style guitar, they played the cuatro (of Venezuelan and Colombian origin), the tiple (from Colombia) and the charango (Bolivia, central and southern Peru and northern Argentina). They used wind instruments such as the quena (Andean) and rondador (Ecuador). They also used an extensive list of percussion instruments such as guiro (African), bombo (Argentina), maracas (Central America), Peruvian Cajon (unknown origin), cocos (Central America), claves (Central America), scacciapensieri (south of Italy) and caja (Chile) (gamismionds, 2012). I feel it is important to study some of the instruments used by Inti Illimani in order to highlight their political significance. The tiple is arguably a symbol of the incorporation of new traditions within indigenous cultures. Schechter (2013) writes, ‘[a]s early as the late 1600s the tiple was considered distinct from the guitar and seen as a part of the process of creolization’. Within the tiple we have not only something that is distinctly Latin American but something that creates a link between the south and west. The charango also incorporates the collaboration of different cultures. It is another instrument that links the indigenous and westernised cultures together as it is ‘one of the few hybrid instruments resulting from contact between indigenous and European cultures’ (Turino, 2013).  Turino (1984) states that one reason for the adoption of dominant cultures, ‘is that groups striving for upward social mobility will adopt the values and outward cultural manifestations of the dominant group, at least at some level’ (p. 253). Turino believes that groups of people who have been originally part of indigenous societies who come into contact with outside cultures may want to change and adapt without being dominated by the new society. It is also likely that the ‘other’ culture will wish to adopt some of the characteristics of the indigenous society. Through the creation of these hybrid instruments they are able to symbolise their adoption of new values whilst remaining firmly rooted within their own traditions. 

These instruments were born out of struggle and represent the new traditions that come from historical events, giving the instruments their own political context. As argued previous to this chapter, attempts of a counter-hegemony, such as movements like nueva canción, are often channelled into safe harbours thus diminishing their potential to create resistance. This can also be re-emphasised through the study of instrumentation. Nueva canción rejected the modern, electronic instruments of western society that were primarily used in pop and commercial music and instead tried to create a counter-hegemony through the use of indigenous instruments. However these instruments themselves are products of westernisation and debatably represent the infiltration of western cultures into indigenous ones. A different interpretation of the instrumentation of nueva canción can also be concluded if it is studied in relation to Hardt and Negri’s theories. Both the tiple and the charango provide ways in which indigenous peoples and campesinos can utilise alter-modernity as a tool of resistance against their oppressors. Instead of creating a dialectical struggle against the dominant they create something new that rejects modernisation without confronting it. They are thus able to provide an alternative that benefits their own people. Despite this aspect of their music aiding Hardt and Negri resistance theory, there are many features of neuva canción that are problematic. Initially it would appear that their incorporation of a range of multi-national instruments gives the potential for their music to become part of a global resistance rather than an isolated event. Although at the time of nueva canción there was a limited potential for a globalised distribution of music from Chile because of the lack of internet, arguably the use of multi-national instruments could be considered a key feature for popular music to be used within the resistance theories of Hardt and Negri, as this ‘global music’ has the potential to relate to people from all over the world. If the same piece of music has the potential to be understood by a global audience then it has an arguably greater potential of creating a global socialist conscious. However this could also be disproven when it is considered that Inti Illimani reached their height of fame during their exile. Fairley (1985) writes, ‘[f]or a time in Europe Chilean music was Latin-American music’ (p. 307). She argues this happened when Allende sent groups such as Inti Illimani to travel and become cultural ambassadors of Chile (Fairley, 1985, p. 307). Consequently they had to remain in exile after the coup. Inti Illimani’s performances during this time were primarily to raise awareness of political issues within Chile, so despite their musical attempts to be transnational which was probably recognised within Latin America; the audience outside of Latin America often considered their sound as distinctly Chilean because of their strong ties to Chile. Arguably, this loss of trans-national meaning in their music ultimately limits the effect of a ‘global genre’ and confines it to a set space. Although there are no studies which can prove whether the creation of a ‘global genre’ would aid the political resistance theories of Hardt and Negri, it is theoretically possible that through the composition of music that both represents individual cultures (using instruments from different places) and combining these singular instruments together within one piece of music, creates the space for a political message to become part of a global struggle. The instrumentation of a piece can therefore become a symbol of Hardt and Negri’s multitude, using both the ‘one’ and ‘many’ as a means of resistance. 

It is not only the history of an instrument that can give it a specific political context. The shape and size of an instrument can also have a significant impact on the use because it dictates where the instrument can be performed and to some extent who can perform it (for example, arguably the bigger the instrument the more expensive it is to play it therefore more income is needed to play larger instruments). The acoustic instruments adopted by nueva canción can be transported easily and played anywhere. However the electronic instruments used by Rage Against the Machine and Pussy Riot! require amplification. Some argue that without the need of amplification or microphones, acoustic instruments provide a more intimate performance because there are no barriers such as amplification between the audience and performer. It could also be suggested that acoustic instruments are more suitable to be used as symbols of freedom, because of the physical freedom the instruments have; they do not require anything else such as electricity to sound it. As well as this, the actual timbre of the instrument can alter its meaning. Generally acoustic instruments sound softer than the harsher, distorted tones of the electric guitar. Within popular music, musicians often choose to do an acoustic set when they want their performance to come across as more intimate and private. This is not to say acoustic instruments are better than electric ones, it is merely to emphasise the differences in communicative values and therefore the significant impact choice of instrument has in music and how it affects the meaning of a song. 

Both the acoustic and the electric guitar have a historical political context, whether it be the utilisation of the acoustic guitar within political folk music or the electric guitar within rock’n’roll. Carfoot (2006) discusses the clash between ‘“folk ideology” and “rock revolution”’ and how ‘the electric guitar holds a rarefied place in rock criticism as an icon of mass resistance and a symbol of authentic, artistic expression’ (p. 36). The different impact between the acoustic and electronic guitar can be understood through a comparative study of nueva canción and Rage Against the Machine. In ‘Killing in the name of’ by Rage Against the Machine (track one on the additional CD), the distorted electric guitar sonically represents the anger of the vocalist. At 3.50 Morello begins a contrasting guitar solo with a wah-wah, high pitched tone. At this point it almost sounds like someone is screaming or wailing during the song, providing a break between the ‘thrashy’ choruses. The timbre of the guitar used in ‘Te Recuerdo Amanda’ by Victor Jara (track two on additional CD) is the antithesis of Morello’s sound. The smooth, velvety sounding acoustic guitar is plucked and strummed softly to accompany Jara’s soft, warm vocals. These softer sounding instruments leave space for the listener to reflect on the vocals rather than being used as a means to get people up and moving to the music. It cannot be argued that the acoustic nor the electric guitar is intrinsically political because both these instruments are used in both protest and non-protest music. However the timbre of these instruments and the style in which they are played are able to reinforce political messages, such as the distorted guitar representing the active, aggressive protest in which the member of Rage Against the Machine call for. It is suggestible that the acoustic guitar could be a means of resisting against modernisation and escaping the confines of electronic instruments. Although electronic instruments historically have been linked with genres such as rock’n’roll, in which the edgier tones of the electric guitar became a political symbol by resisting the status quo, electronic music has to be performed in a place with electricity which gives authorities a certain amount of control over it. Within these performances authorities can set rules and regulations such as limits on the size of audience and noise level restrictions. In extreme cases, authority control could extend to banning performances using certain instruments which occurred in Chile after the coup (Fairley, 1989, p. 5). If these performances of electronic instruments are mediated by authorities it means they are more likely to be made ‘safely political’ and therefore reducing its effectiveness as part of a counter-hegemony. 

The voice has always been considered significant in popular music groups as it can often be the distinguishing feature that allows an audience to immediately recognise a band or performer. As this study has already emphasised, popular music studies often lays significant importance onto lyrics and the voice is the instrument which delivers the words. Adorno (2004) writes;

If one dares even in conversation to question the decisive importance of the voice and to assert that it is just as possible to make beautiful music with a moderately good voice as it is on a moderately good piano, one will immediately find oneself faced with a situation of hostility and aversion whose emotional roots go far deeper than the occasion. Voices are holy properties like a national trademark. As if the voices wanted to revenge themselves for this, they begin to lose the sensuous magic in whose name they are merchandised. (p. 331).





Within this chapter different musical qualities of the case studies will be analysed to understand how musical features of popular music reinforce political ideas. A comparative analysis of the erotic values of all three case studies can show how a song’s musical features affect the body and in turn how it fits into a political framework. The relationship between body and music and how this affects the experience of music can be found within literature on trancing. Becker (2004) argues that although trancing has primarily been studied in relation to non-western cultures and specifically in relation to its function within religious groups or cults, many elements of trancing are present within western as well as non-western society (pp. 1-2). Becker (2004) uses the term ‘deep listening’ to move away from these connotations of trancing and create a more universal concept. She writes,
	
deep listeners is a descriptive term for persons who are profoundly moved, perhaps even to tears, by simply listening to a piece of music … These folks, I believe, experience a nearness to trance. (p. 2)   

Becker uses ‘rational, scientific and secular humanistic’ explanations to argue that trancing is highly emotional and an important sensual experience for those who take part (Jankowsky, 2007, p. 190). Jankowsky (2007) describes how trancing is used as a healing tool in the practice of stambeli (p. 194). He uses a practical approach and focuses on how music is used to call different spirits to help heal the patient through trance (Jankowsky, 2007 p. 196). Although his work focusses on the religious aspects of trancing, Becker (2004) argues that, 

Deep listening is a kind of secular trancing, divorced from religious practice but often carrying religious sentiments such as feelings of transcendence or a sense of communion with a power beyond oneself. (p. 2) 

This communication with a ‘higher power’ whether it be religious or not can make musical experience extremely important for the listener if they experience ‘deep listening’ or ‘trancing’. Jankowsky (2007) when discussing the healing rituals within stambeli, discusses how the instrumentalists, even though they are not involved in the trance itself, gains knowledge and partakes in a heightened experience by being a part of the patient’s trance. Although it is unclear whether there are specific musical features that induce trance, studies on trance generally agree that trance cannot usually occur without music and that trance is a relationship between music and the physical body and its movements (Jankowsky, 2007, p.188). It is important to describe trance or deep listening at this stage because, arguably, bodily movements induced by all three case studies within this study have an effect on how the music is interpreted. In the case of nueva canción this may be subtle and not the trance like state discussed within the work of Becker and Jankowsky. However, if the way in which Pussy Riot! and primarily Rage Against the Machine’s audience react to the music is studied, it could be argued they are induced into a trance like state, which creates a more emotional reaction thus giving power to their political message.

All three case studies use music to encourage bodily movement; however all do it in slightly different ways. The 3/4 timing of Victor Jara’s ‘Te Recuerdo Amanda’ (track two on additional CD) gives the song the feeling of a dance. Aside from music, Jara was very involved in dance so it is reasonable to assume that many of his songs would incorporate dance styles (Jara, 1998, p. 130). However, the body motion it encourages from its audience is very different from that of Rage Against the Machine or Pussy Riot!’s. Both Rage Against the Machine and Pussy Riot!’s music is distorted and generally fast in tempo. Both vocalists from these groups possess more physical energy than Jara because they shout, scream and rap. Therefore the audience, as studied in the performance section, tend to jump around energetically and freely in response to the high levels of energy present in the performer’s vocals. Even the livelier songs of Jara such as ‘El Cigaritto’ (track three on additional CD) have a sparse arrangement, incorporating controlled, clean guitar sounds which in turn encourage a more controlled movement response. One is more likely to sway or slow dance with a partner than manically jump around in a large group. It could be argued that when an audience have controlled body movements they are more likely to focus on the lyrics, contemplate the message and debatably grasp a better understanding of the political connotations of the song. However, when music encourages powerful movement and the audience express their reaction to music through dance, especially within a large group, the physical manifestation of the music can become a powerful tool. 

In relation to Becker (2004) and Jankowsky (2007) this physical manifestation can take on a trance like state where the audience feels like they have transcended their bodies and become in touch with a higher power, enhancing their experience and arguably becoming more susceptible to the message Rage Against the Machine was trying to communicate. It can also be argued that when Rage Against the Machine’s audience become physically dominating, they (1) express their oneness as a group and (2) become physically unmanageable and thus depower the authorities. This is why Rage Against the Machine have their audience as the focus of their music videos. Similarly, Pussy Riot! use their own physical movements, such as playing air guitar, kicking and punching to protest within the church. Within the performance these movements are quite jolted and clumsy, not really in correlation to the music. The rhythm of the main guitar riff can be seen in figure one. The clumsy movements reflect this staccato, fragmented rhythm. These disjointed yet powerful and aggressive movements are a protest against the status quo rejecting the conformity of society. Both the more reflective elements of Jara’s music and the more vigorous movements associated with Rage Against the Machine and Pussy Riot! can be utilised within political resistance movements but for different ends. If the focus of the music is lyrical and wants to transfer knowledge and understanding, Jara’s style is more suitable. When considering the lyrics of Jara the listener can agree or disagree however when listening to Rage Against the Machine and Pussy Riot! the listener becomes absorbed into the whole experience through the transformation of a group of individuals that attend a performance into one moving body. By giving the group the opportunity to participate in ‘deep listening’ no doubt magnified by being part of a huge crowd who are partaking in the same experience, the listeners may feel more empowered and capable of being part of an active resistance movement. This means the music can surpass just communicating political messages and can become a part of politics itself, giving their audience an opportunity to become part of the movement rather than just passive listeners. If this can be achieved on a global scale, perhaps by utilising the internet, then musical styles such as those used by Rage Against the Machine may be a useful tool in realising the theories of Hardt and Negri.


Figure 1: Rhythm from Punk Prayer
 
The style of music can contribute to the communicative value of a song. Each genre and style has biographical connotations that affects how society interprets it. Lipsitz (2004) believes that being part of the ‘other’ or the minority gives greater scope for musicians to show the plights of society in present day because they have often suffered under a  dominate power. He writes, ‘[m]asters of irony within an ironic world, they often understand that their marginality makes them more appropriate spokesperson for society than mainstream groups unable to fathom or address the causes of their alienation.’ (Lipsitz, 2004, p. 326). In his work he is referring to Mexican-American musicians who use their blend of traditional Mexican styles with western styles of music which become symbols of the problems in North America for Mexican people and how the two cultures can merge to become a new culture. The mixture of styles can be seen in both the music of nueva canción and Rage Against the Machine. 

Nueva canción utilities traditional Chilean, or Latin-American music but performs it in a modern way. Violeta Parra is the pre-cursor to the nueva canción movement who played a significant role in the Chilean folk revival in the fifties and sixties. Her music incorporates stylistic elements of traditional Chilean music such as the cueca and tonada (Chilean National Music Fund, 2007a; 2007b). Parra uses both these styles, although primarily the tonada in her music. The Chilean National Music Fund (2007) believe that the tonada is the most apt representation of traditional Chilean music. It’s simplistic style and flexible structure means it is adapted and used by many Chilean musician. Features of Chilean traditional music can be studied within ‘Volver a los Diecisiete’ (track four on additional CD). The music is in 6/8, a predominant feature of both the cueca and the tonada. Throughout the piece Parra does not always emphasise the first beat, sometimes she emphasises the second or third (for example at 2.05), which is the “descuadramiento” (uneven) feature of the tonada giving it a feeling of both freedom and uncertainty. Likewise Jara’s ‘El Cigarrito’ (track three) is in 6/8 and has changing beat emphasis throughout. Both pieces begin with an introduction that establishes the rhythmic and melodic style of the accompaniment which is also a traditional feature of the tonada. Nueva canción embrace traditional Chilean music rather than the more westernised styles from North America whilst performing them in a popular context, as a way of culturally showing they will not be dominated by other westernised cultures. Effectively they are the minority who are using their music as a means of celebrating a distinctly Chilean culture. However this creates a counter-hegemonic struggle. The limitations of counter-hegemonic struggle have already been explored within this study which questions whether utilising traditional music is an effective means of resistance. Hardt and Negri argue within their work that groups need to become autonomous because using indigenous cultures as a means of a resistance just creates dialectical struggles (Hardt and Negri, 2011, p. 106). However, it can also be argued that nueva canción do not solely use traditional music and pride themselves on their incorporation of both old and new styles. If this is the case then perhaps it could be argued their style of music is alter-modern, creating something alternative that creates something new out of the two different cultures. 

Rage Against the Machine also incorporate multiple musical styles within their compositions. Zack de La Rocha and Tom Morello from Rage Against the Machine both struggled as mixed raced individuals living in predominantly white communities. Tom Morello said he was the first person of colour to reside in what he described as an entirely white, conservative, northern suburb of Chicago and that they struggled to find a house because of their ethnic background (The Progressive Magazine, 2013). Rage Against the Machine combine the traditionally white genre of rock and metal with the traditionally black genres of rap, hip hop and funk. Their band line up, singer, guitar, bass and drums is conventional but they have created a new sound through the distinctive rapping style of de la Rocha and Morello’s signature guitar sound. When studying Morello’s guitar, at 0.23 of ‘Bulls on Parade’ (track five on additional CD) the guitar comes in with a wah-wah effect; it is mechanical not natural which is the opposite of nueva canición. Funk music has a strong emphasises on the off-beat. Although ‘Bulls on Parade’ is accented on beats one and three, the delay on the guitar means the beat is slightly off to give it more of an off-beat, freer, funk sound. On the one hand it could be argued that both nueva canción and Rage Against the Machine best fit into Gramsci’s theory of hegemony because they use musical style from subaltern cultures in order to create resistance against the dominant ideology. However, they are not just using musical styles from the ‘other’ but are mixing different styles of music in order to create something completely new. As stated previously, Hardt and Negri would argue that this method,that does not struggle against the dominant but instead creates a new genre which incorporates everyone has the ability to create an altermodern resistance. Music that is able to incorporate these two cultures, much like the instruments that are able to create bridges between different cultures, can be used as a means of political resistance.

It is not only through the incorporation of many styles of music that musicians can communicate their message but also through the sonic quality of the music itself. If the technical values of Pussy Riot! are observed it can be concluded that they directly go against the social norms found in popular music and thus create resistance be rejecting the musical standards a western audience is accustomed to. Pussy Riot!’s music is audibly harsh and dissonant. Even when taking western punk into consideration, the high-nasal tones of their singing and the inharmonious guitars makes Punk Prayer perceptibly challenging (imjustevil666, 2012). However, it is this sound that makes their music an apt tool of resistance. Their musical focus is solely a tool in which to get their political message to reach a wider audience. Rose (2004) writes, 

Developing a style nobody can deal with—a style that cannot be easily understood or erased, a style that has the reflexivity to create counterdominant narratives against a mobile and shifting enemy—may be one of the most effective ways to fortify communities of resistance and simultaneously reserve the right to communal pleasure. (p. 355).





This study has attempted, through the use of three case studies, to understand how the role of popular music within political resistance movements has changed from the sixties to present day. It has done this by considering popular music within two changing political frameworks, Gramsci’s theory of hegemony and counter-hegemony and Hardt and Negri’s theory of resistance, taking the stance that counter-hegemonic resistance is limited in its capabilities and although some aspects of Hardt and Negri’s theories are somewhat problematic, their concept of altermodernity and their view of postmodernist space are useful when studying political resistance. They have also been used because they aptly represent the changing political climate of the world from the modernist sixties to the postmodern present day. Although it was limited in how much detail it could extract from these complex musical movements, it has concluded several points of how music has been used as a means of political resistance. 

All three case studies have an explicit political message expressed through their lyrics, performance, released biographical information and music. Nueva canción attempted to communicate their support of Allende and support both a distinct Chilean culture and help improve the lives of the campesinos. They did this through their use of indigenous instrumentation, using Chilean musical styles, imagery from the campesinos such as wearing ponchos and performance features which focussed on them being presented as equals. These features often created a dialectical struggle against the dominant, through the rejection of North American domination and idolisation of the campesino culture. However this idolisation in itself promotes the subjugation of a group of people because this image relies on them being subjugated. It was also limited in its scope, as nueva canción was unable to distribute their music globally and specifically focused on Chile. The use of biographical detail to politicise members of nueva canción turned the performers into symbols of resistance. However, when someone becomes a symbol, it is easier to use media as well as other methods to depoliticise that individual, such as the image of Che Guevara becoming depoliticised through the over-use of the image within the fashion industry. Although their music and instrumentation have features of alter-modern resistance by incorporating different styles to create something new (which could be utilised within other present day music resistance movements) the overall style of their protest was an attempt to contribute to a counter-hegemony. It was ultimately confined by the space it existed within. Without the means to distribute their music widely, their movement was limited to a localised struggle. 

This is similar to Rage Against the Machine. Like nueva canción their musical incorporation of different styles can be used in an altermodern resistance, which is something that should not be ignored but their methods of resistance were generally counter-hegemonic. Their militant lyrics and aggressive musical styles promoted a dialectic struggle against the ‘system’, although the diffusion of a clear hierarchy within society means that it is unclear what this ‘system’ is. Although they supported many smaller resistance movements, which is a feature within Hardt and Negri’s theory, they did not have the internet distribution that is available in present day to transform these smaller movements to world-wide movements. Instead their message had to be communicated through the use of a major record label, which in itself depoliticises their message because their music goes on to support the very industries they were speaking out against. Although Rage Against the Machine and nueva canción’s political resistance qualities are limited in what they can achieve, their overtly political music will always have some significance within society. Even if hegemony channels it into safe harbours, there must arguably be some benefit of communicating political ideas through music to raise a socialist consciousness. 

Pussy Riot! on the other hand have arguably moved pass merely communicating a political message and instead have created a politics. Through their use of the symbol of a colourful balaclava they have presented the opportunity for anyone who wears a balaclava to become an anonymous member of their group and join a mass resistance movement, therefore giving it the potential to become a global movement. Although some of the musical aspects incorporates dialectical struggle, such as the sonic qualities of their music rejecting the social norms, their method of resistance is very much in keeping with Hardt and Negri. Their lyrics intertwine both anti and pro-Christian views which creates a political stance that does not reject Christianity, avoiding a dialectical argument and instead asks Christians to question whether the Church is exploiting them. More importantly Pussy Riot! have used the postmodernist space of the internet to distribute their music. They have managed to escape the ‘mass’ culture, and instead become solely part of a ‘popular’ culture because they do not have to sell their music or use any sort of record label to distribute it. However, they also highlight the problems within Hardt and Negri’s theory, and how they view the internet as a utopian postmodernist space. The media consumed through the internet has not only been used to promote Pussy Riot! but also to confuse the political message of their music. It also emphasises the limitations of the internet, because despite the support expressed throughout internet sites, the women of Pussy Riot! were still sentenced to prison and the news story has been given less attention and become almost forgotten as the year has gone on.

All three case studies have highlighted the importance of live performance as a means of communicating political messages. When an audience gather together, share the same experience and become one moving body they can feel part of a powerful mass movement. Through live performance, musicians can emphasise their political stance by using imagery that supports their views and speak about issues between songs. It also provides the opportunity for listeners to dance and move to music in a large group which could bring about the effect of ‘deep listening’ which may in turn heighten the musical experience of the audience and thus reinforce the power of the political message being communicated.
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